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Abstract
Environmental issues are part of our daily conversations but not as common in our
everyday considerations. The times call on us to approach things differently.
We must find alternative ways to relate to each other and to understand the real issues of
our ecology. We cannot perceive the whole through our accustomed senses, so we must
open and expand our perception. Art offers that possibility, allowing for points of contact
across distance while physically representing that space in between.
How do we relate to other living beings around us, determine what is living, and decide
who is part of our own kin(d)? This thesis is an open invitation to explore movement as
one of the characteristics shared by all living things and as a medium to experience (first
hand) the interconnected system. In my sculptural practice, I make contact with plants,
which are often perceived as “less alive” and apparently immobile. I score for
interspecies connectivity through small gestures that foster resonance in time and open
common ground between mediums and languages to redefine the “border”.
[Nos]otros: our others, acknowledges others as part of our own self challenging the
divides that establish otherness, specially the one drawn between the animate and
inanimate. This construct, like any other fence, calls to be jumped over, repeatedly.
[Con]tacto: with touch, is the practice of touching difference. A way of coming to know
through an embodied experience that implies tactful touch.
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[NOS]OTROS
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[Nos]0tros = [Our]0thers
We
: I and the rest of a
group that includes me
: you and I
: you and I and another
or others
: I and another or others
not including you.1
Nosotros
: is the word in Spanish
for us or we.
It is the pronoun used
for a plural version of I.
I: being the first person,
of course.2

I like to break down the word “nosotros”
to nos + otros; something similar to
our + others. Although I have no formal
grounding for my word analysis it helps
me describe my stubborn interest in
locating our individual self in relationship
to “0thers”. Other forms of living beings,
other forms of knowledge are embedded in
the same definition of our self. Are part of
ourselves. Are ours.
Our close relationship to 0thers is widely
discussed when addressing the humannature connection. In 1984, E.O. Wilson
coined the term Biophilia to describe our
“emotional affiliation” to other living
beings as an innate one. We have adopted
complex behaviour patterns, traits that
recognize our interconnectedness with the
whole in order to survive. These have
been practiced for so long they are now
embedded in our genes.
Wilson is addressing our natural
affiliation to living beings. We relate to
them because in some part of us there is
still a preserved instinct that tells us that
our futures are connected, I understand
this similarly to an educated guess rooted
in the subconscious. Under the Biophilia
Hypothesis much research has been developed to show the impact that contact with
nature has on our lives. Being in the woods
or even hearing the sound of flowing water
changes the way we experience our built
environments.
Alongside the benefits of contact with
nature, E.O Wilson outlines A Typology of
Biophilia Values and presents the different relationships and valuations humans
sustain with nature. One of these values is
moralistic and defined as “strong affinity,
spiritual reverence, ethical concern for
nature” with the function of “Order and
meaning in life, kinship and affiliational

12

ties”.3 I find interesting to observe the distinct cultural, socio-economical and political drives that are packed under the same
umbrella of moral relationships and dependence with nature. Who is cleaner remains
an unresolved question for me. Developed
countries that take pride on their high
levels of “citizenship” that respect nature
because of an educated concern or
traditional cultures that may have religious
and spiritual relationships with nature that
contrast with economic and need driven,
dirtier everyday practices?
And here is where I would like to draw
attention to Aldo Leopold. This environmentalist adresses not only connectivity
with living beings but rather focuses on
our ethical relationship to them. Through
his proposed Land Ethic, he examines our
parameters of care extending the scope
towards things we might be considering
inert matter or even material for something
else. Since 1972, he calls for us to extend
the limits of what we consider our community and include animals, plants, rocks and
soil as part of it. We should apply the same
principles to everything in our environment. This means not only treating plants
and animals the same way we would treat
our grandma (hopefully) or cousin but also
extending our considerations towards the
“non-living” components in our surroundings.4
Perhaps even before extending to other
living beings and everything in our
surroundings, it might be worth a brief
note to consider how we negotiate care
within our own species. Evolutionary
studies that analyse the basis for altruism
and collaboration between human beings
refer to cooperative breeding as an indicator for these kinds of behaviour. This
study5 speaks about community values that
begin with how and who we trust enough

to take care of our children. It usually
starts with members of our family and then
expands to other adults. We trust our kind
to protect our kin and as a result become
more cooperative with each other. Cooperative breeding relates to altruism because
when I take care of other children that are
not mine, I am practicing a service to the
common good.6
It increases our chances for survival as
a species, allowing us to better provide
for our kind, facilitating more offspring.
Cooperative breeding as a basis for altruism
and cooperative behaviour enables us to
develop more “advanced” social skills:
I will take care of yours
as if they were my own.
Because your well being
is the same as mine.
You reflect on how well we All do.
(There is an eerie fine line between genuinely caring for someone else and caring for
how they reflect on ourselves...I find close
control in the name of care very
disturbing.)
This understanding of cooperation within
a group is the tip of an iceberg that points
to inclusion and, by all means, to exclusion.
Collaboration within the community is
not a utopian quality. On the contrary, we
evidence it as an everyday strategy supporting power relationships. My interest
lies consequently on how the unit of the
we is formed: the classification system that
organizes hierarchies between intelligences
and establishes strategic kinship. Where
we decide to erect the wall between those
we consider as ours and those who will
remain outside.
When speaking of [Nos]0tros, I refer to
the inclusion of plants and trees as part
of our community. However, choosing this

branch of action does not imply a decision to ignore the many other forms of
exclusion that we, people practice with
each other. The inclusive understanding of
kinship is not even sustained throughout
our own species however that does not
make other forms of exclusion less urgent.
I believe that finding stranger ways to
communicate with others in non-verbal
or alternative forms, bridging between
natures may ultimately serve not only as a
metaphor but also as a learning experience
as to how to better relate with each other.
Plants, I esteem, have to be considered
differently. Much conversation around
them stresses their benefits to the human
experience: they are “the lungs of the
planet” sustaining our every breath, their
consumption in a “5 a day” formula will
make us healthy. More in depth studies
show the positive impact that contact with
nature has in our daily lives; in our working and learning environments, even when
recovering from illness.7 Conservation is
commonly tied to beneficial outcomes; we
should protect plants because they do us
well. My interest lies in opening a conversation that acknowledges plants as living
beings deserving the same ethical considerations we demand for ourselves.

[Nos]0tros is a call for
inclusion. The 0thers
included in the concept
of us opens room for
a conversation around
who will be included in
our notion of the we and
how do we understand
and treat otherness as
part of ourselves.

[Nos]0tros :
An expansive and inclusive form of I.
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Excerpt from Michel Foucault citing Borges as he refers to the “age-old distinction of the Same and the Other” in Les Mots et les choses, une archéologie des sciences, 1966.
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7 characteristics that define
all living things:

Breathe
Eat
Grow
Excrete
Reproduce
Perceive
Move
16
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The hand is our main tool as makers it
is also what differentiates us from other
non-human animals. I am fascinated by the
acupuncture depictions showing our whole
body mapped in our hands (or feet).
So, I made an agar* cast of my hand and
collected samples from different plants,
animals from land, sweet water and ocean
environments to grow their bacteria here.
Probably not every kingdom was included,
and not all of the samples grew as expected. This experiment was bound to fail but
this does not sound like reason enough for
me to close the question. This is a wishful
attempt to have my making grow my connection to the “whole”.
*Agar is an algae based growth
medium commonly used in bacteria
and fungi culture.
Drawing of acupuncture mapping
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Hydra
I think much about single cell layered
organisms; I am fascinated by these beings
in permanent contact with both the outside and the inside. Their body is but the
frontier. They remain permeable, allowing
a flow of exchanges: in, out and through.
This for that; times n.

Think about how
different bodies allow
(or avoid) contact
between the inside and
the outside.
Although not single cell layered, I start
looking into hydras and their tube like
form. Un tubo; is this a way to hold
a hole?
Our case is not that far away: entra por la
boca, tiene un proceso refinado y trabajoso pero
siempre una salida clara.
Even as elaborate tubes, the exterior
always finds a way inside us.
Most of our built environments insist
on complete insulation. Insulation is a
synonym not only for protection but also
for isolation.

If you want it to stay
alive, you must keep
the oxygen flowing:
Choclo said.

“Hydra are generally sedentary or sessile,
but do occasionally move quite readily,
especially when hunting. They do this by
bending over and attaching themselves to
the substrate with the mouth and tentacles
and then release the foot, which provides
the usual attachment, this process is called
looping. The body then bends over and
makes a new place of attachment with the
foot.” 8

“Cnidarians do not have a head or a brain
or other organs that we find familiar to
animals. It is amazing that they can live,
eat, and respond to their environment. Instead of a brain, their bodies have a nerve
net, which is used to coordinate their
movements and respond to the environment. Most cnidarians can regenerate their
tentacles or other damaged body parts. In
fact, they can even grow a whole new body
attached to their main body. This smaller
version of themselves is called a bud and is
a form of asexual reproduction.” 9

Hand tool. Adapted skeletal hand and mixed media. Very natural human size.
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Start with four sides. Four rectangles that
when standing cover a human completely.
Stand encapsulated in this ridiculous
pink box.
Carve holes through to break the isolation.
It will respond by eating its own excretions. These will become layers, protrusions
that ignore the geography they represent.
Never lay quite flat, never stand entirely
straight.
Stand the sides again, check if they are still
too square.
Cut many holes through this promise of
insulation until the walls become too open
to contain their own shape.
Make the four become many, divide
and multiply them until they cannot be
puzzled in place again. Place is always in
the making, it is a process.

I encourage you to recreate this movement
now as practice for the actual encounter:
pass a warm knife down a chunk of butter. Do not focus the movement on your
wrist, this block of butter goes up to your
floating ribs: you will need to involve your
whole arm, probably some upper body as
well. Make sure you place your feet right
because you will need to be stable.
If done slowly enough you will be able
to feel the subtle resistance of matter
gently giving in. In a melting manner.
Notice that smell of burnt foam, not
pink at all.

Pegado con baba we would say: glued with
drool. Stop when it is fixed enough to
shape the unit, but still movable enough
to continue its process. You will recognize
it by observing its movement; similar to a
young animal learning how to walk,
wobbling its way upright, while clumsily
falling and bumping into others.

You will both go through repeated phases
of doing and undoing, becoming and
transforming again, standing and falling.
Keep it together and trust the assertive
dowels, tensed string, that single layer of
fiberglass, and all that great stuff.

Dance around each other
to negotiate
space and form.

The more holes, the bigger it can be. The
taller it grows, the greater its sway. Its
instability locates not in the structure
itself but in the quality of prompt it poses
to others around it.

Process pictures in studio.
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Hydra - internal and external details.

24

25

Hydra - Fom, dauel, hartogreitestaf and praimer exterior. Ef-yi-ar, faiberglass, soil, peint, esprai, delgorila-suglú, guaype, cartón, teip, morgreitestaf interior.
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Held together by gomas, grapa, pita, ivenmorgreitestaf, dauels, balance y suerte. Dimensions variable.
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ReFlujo

Extracted chunks of the main figure
become beginnings for new, smaller
sculptures. As though not fully digested,
these flow backwards, produce an acid
taste in the mouth and end up in the trash.
Why do I keep making things that will end
up in the trash?
Why do I make if there is enough shit in
the world as it is?
Why do I make?

(d)Rain -ReFlujo chunks, found material, cement, dead leaves, untangled rope and plastic crates. Dimensions variable.
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Spill - ReFlujo chunks, found and collected plants, twigs, mirror and plastic crates. Dimensions variable.
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Gracias
Gracias
Gracias
My left hand has been seen pulling off
many layers of plastic gloves imprinted
with
-Gracias,
Gracias,
Gracias This act moves like Lady Macbeth’s
repeatedly washing her hands to clean
away guilt. The props are inspired by the
sarcastic plastic bags that
-Thank you,
Thank you,
Thank youevery time you accept one.

Silent

Sightings
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My right hand plays the role of the
constructive one, the maker that
contributes. It is (self) tasked to record
all the non-sightings during 2012 for 25
species of endangered marine ducks in the
state of Rhode Island.

Cornell’s Lab of Ornithology provides detailed data for the sightings and I am
manually recording the times when these
species were out of sight.
These values are necessary to craft my
sound migratory map. The manual recording in paper with a close count of time is
not.

33

34

35

36

37

38

39

Stills from video Mano Izquierda

40

Silent Sightings- pencil on 13 column paper, eBird data sets and 10 hours, 54 minutes of recording.
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M0vement and Plants
Breathe—
Eat—
Excrete—
Reproduce—
Grow—
Perceive—

Move

When walking around Lima I saw plants
and trees treated with very little respect;
drastically pruned overnight to keep parked
cars and streets “clean” while their branches served as empty plastic bottle holders.
Their leaves blackened by smog, some used
as bins and others even as bathrooms. I
started to put myself in the place of these
plants and trees, and thought I, or anyone
of us, would have left town a long time
ago. Instead the green is forced to sit
there and accept this abuse because of its
planted immobile state.

¿Cómo sería encontrarse con un bosque
circulando entre el tráfico,
los edificios y la gente apurada?
In 2010, I started work to raise awareness
on the importance of public green space,
their maintenance and sustainability, under
the Plantón Móvil® project. Plantón is the
word in Spanish for a sapling, a young tree
that is ready to be planted into the ground.
It is also the word for a sit-in. This project
takes on both: the green to be planted and
the peaceful protest. It is about giving the
plants and trees the opportunity to “walk”
down the streets of a city that is also theirs
reclaiming their place and respect.

The project started with the creation of a
Facebook event inviting people of all ages
to come serve as transport for a group of
plants that was going to walk the streets
of downtown Lima. The only prompt was
to think of a creative and non-polluting
way to transport a plant. However, there is
a difference between carrying a plant and
being a plant.
Plantón Móvil is not a group of people
carrying plants, at least for that time being
we are the forest. I find it important to
make this distinction because it changes
the nature of the gesture. This is about
lending our body to this other being so
that it can borrow our mobility. I am constantly repeating: this is not you carrying
a Tara tree; you are the Tara (Caesalpinia
espinosa). I believe it changes the tone of
the activity and the engagement of the
participants. One of the purposes of this
project is to activate a (small) change of
behaviour; putting oneself in someone
else’s shoes (in this case roots) is a form of
empathy.
An important aspect of this project is the
contribution to public green areas in Lima.
After every mobilization plants are donated
to help co-create public gardens and these
are always native species.

The place they go to is carefully chosen in
order to ensure their sustainability in time;
this is to this day the biggest challenge for
the project. The public space sometimes
seems closer to “no-man’s land” than “to
common ground”. Therefore finding partners to maintain something that is not
entirely private property is not always easy.
I cannot assume the maintenance of every
garden Plantón Móvil helps create either.
This project is not about myself wanting to
give away plants, this is neither a charitable deed nor a handout. It is about opening
a conversation between
different sides: governmental agencies,
NGOs and private companies helping to
channel resources that allow for the co
creation of green areas that a community
wants for themselves. Any of the other
partners in this conversation could do this
as well, my expectation is that having art’s
speculative language as an entry point,
unpacks meaning to what these green areas
represent and how we interact with them.
After five years in the project, some of the
language I use when talking about it has
shifted. I do not talk in terms of “serving as
transport for” the plants (as the initial call
did). Rather I focus exclusively on being the
other, a sort of role-play that expects to
share insight by locating the body and its
terms of human mobility in solidarity with
another’s experience.
Breathe, Eat, Excrete, Reproduce, Grow,
Perceive our environment, Move

The general pre conception of what a green area should look like are often often parks
including greenery made possible by constant rainfall or bulky budgets.
Lima’s reality has neither.
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A public green area in the desert has to both include native species and sustainable
practices. It is necessary that we identify and value the beauty and importance of our
local landscape and its inherent species.

Movement
Engaging
with
EnvironMENTAL
Issues

When I started Plantón Móvil I hoped to
encourage a connection and true understanding of environmental issues that did
not feel abstract or foreign: This is not
talking about cutting down trees in the
Amazon, which is undeniably important,
but it is about landing the problem beyond
the eco-trend into our everyday practices. It is taking responsibility on a daily
basis, being respectful and aware of the
green that cohabits with us. Being aware
everyday, starting at home and projecting
outwards.
By this I meant taking responsibility in our
urban setting for a problem that may seem
to be located elsewhere. Emphasizing the
connection between the rainforest and our
kitchen, coral reefs and driving. I was interested (and still am) in stressing the need
for personal involvement in the problem. In
cities, technologies and systems are created
to stand in for our sustainable behaviour:
taps will automatically close, but does that
mean we are more aware of the water problem on a global level. Do you think about
California when you soap your dishes with
the tap still running? Do you think about
Lima while you brush your teeth staring
at yourself in the mirror while the sound
of the water flows? Somehow it becomes
okay by assuming that we will blow our
hands dry with the latest development
instead of cutting down a rainforest for a
paper towel. I find much of the local recycling habits as detached. Loosely dividing
trash into two groups for someone else to
separate and recycle does not necessarily
mean we are implied in the system, know
how it develops or even what becomes of
it. Just knowing that we placed it in a
separate bag is enough to feel that the
trash birds and mice will sort and repair
into a new ball gown.
Eco technologies and sustainable systems
do not imply aware and engaged behaviour
in the users. What we do everyday in our
urban environment results on more waves
than we can perceive.10

I spoke about change at
home and
referred to the city.
In time, I have come to
realize that the closest
home11 is actually
the body.

MOVEMENT
+
PLANTS
in my community
=
Plantón Móvil
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Plantón Móvil
Can you imagine what
it would be like to run
into a green forest
moving alonside city
buses, finding its way
between tall buildings
and busy people?

Plantón Móvil - First mobilization, Lima 2010. 60 participants.
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The Scope of the Damage —
The SCALE of Change
“The modern age compels us to think big, in
the words of the first
chapter. Any thinking
that avoids this
“totality” is part of the
problem. So we have to
face it. Something about
modern life has prevented us from thinking
“totality” as big as we
could.”12

Timothy Morton calls for a change in our
understanding of what and where nature
is. Nature has to loose its capital N,
become de-romanticized, locate closer
instead of being alienated and elsewhere.
I agree with all of the above. However, his
terms for scale consideration sit exactly
opposite to my approach.
Information does not mean anything unless
we can relate to it. Nowadays, eco slogans
go alongside an overflow of information
about global warming, endangered species
and threatened ecosystems. So many things
happening, such a threatening reality, so
global and far reaching that ultimately, it
only reaches a few.
Engaging with environmental issues is a
challenge. Nonetheless, I believe true
transformative change has to start small
and up-close. It is at home where real
change begins.
I want to investigate how dance and kinetic exploration can help inspire connectivity:
inter-species connectivity.
How, by using movement we can come
to the physical and cognitive realization
that there are many other living forms
coexisting with us (even in the most urban
settings) and feel what it is like to be in
their roots or legs (even if it is eight of
them). Through sculpture and movement
I am probing to initiate awareness: a deep,
personal understanding of our relationship
to the plants and trees that cohabit
with us.
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The Plantón Móvil project conveyed 60
participants in 2010. The following year the
event grew significantly more than tripling
in number with the participation of 200
people. Later on in 2012, I calculated that
the attendance peaked at around 400.
After this year I started thinking about the
quality of impact that I am interested in.
Rather than conveying more and more people I shifted my interest in a deeper impact
even if this meant fewer people. I do not
want to create events but rather
experiences that last longer and are carried
onwards on everyday practices. Sort of an
invitation to participate in a durational
performance rather than a time-based /
site-specific presentation.

Understanding of the
interrealted system
results not from being
able to conceive
totality at once but
rather in perceiving
the connections,
gaining access to points
of contact.
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–we–
exchanges in mobility and voice

In 2014 Plantón Móvil was invited to take
place within the context of the UN
Climate Change Conference in Lima. Being
in Providence and having to co-organize its
happening from a distance I felt the need
to join the movement even from afar.
This opportunity opened questions for
me about the singular and the collective
actions, the quality of impact on the public
and the exposure of the individual.

Most of all I started thinking that

A stance becomes
place.
Performing in different places at the same
“time” under the same prompt can bring
together time and place into one same
space: ACTION.

Borrowing,
lending,
carrying,
pushing,
dragging,
being dragged.
Speaking,
breathing,
being,
here-ing.
Listening to what being
ignored sounds like.
Here-ing - Solo mobilization simultaneous to Plantón Móvil happening in Lima. 7 de diciembre, 2014.

-We- Mobility and voice exchange. Human and tree, both approximately 1.75 m tall.
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Joined:
To “be with”
through intention.
Joints:
Intentionality as the
joint that articulates a
structure (bone or score)
with the movement
(muscle or action).
51

Movement in Ecological Perception
Breathe—
Eat—
Excrete—
Reproduce—
Grow—

Perceive—
Move

James Jerome Gibson, is an American
psychologist whose research in The
Ecological Approach to Visual Perception
(1979) greatly contributed to the studies of
visual perception. Gibson focuses on how
animals perceive their environment. He
observes that in order to perceive our surroundings we can choose to position ourselves motionless, on a fixed centre “as if
the environment were a set of frozen concentric spheres” 13 or, perceive the layout of
our surroundings through movement.
He opts for the latter.
Extending his argument, Gibson points to
the notion of haptic perception, a mode of
perceiving our environment through the
experience of our bodies moving in space:
within and around our surroundings.
Perception through movement
acknowledges, on one hand, the
multiplicity of simultaneous happenings
in an environment but also challenges the
possibility of subjective perception.
If perceiving our environment involves a
“moving point of observation along a path
that any individual can travel”14 then the
idea of perception as unique or subjective,
is inaccurate. Perception is not dependent
on a specific place and moment in which
one is located. And, so “the surroundings
of an animal can be the surroundings of all
animals.”15

I find this idea of the
perceptual experience
being public not private
as key, especially since
it is locomotion that
allows it to be shared by
all observers.
Humans can have the same experience
because perception and the world around
52

us are not fixed, they are moving.
Therefore, we too, can move and procure
those experiences for ourselves. I learned
this through my own experience when I
first urged to place my body in the place
of the plants in my city. Not only in mind
but through the actual moving of my body
through space.

aspect of perception by making these two
processes: the perception of the self and of
the environment, inseparable.

Regardless of how generous the idea of
public perception may sound, it ignores
time. I can potentially move to where you
are and observe the same tree but still miss
the red you experienced because the
cardinal just flew away or the autumn
leaves already fell.
So the experience cannot be fully shared.

Gibson thoroughly analyses how we,
animals, perceive our environment. To do
so, he strictly delineates the difference
between the “world of ecological reality”
and the “world of physical reality”. The first
one can only exist when there is a living
organism to be surrounded by it and it is
entirely measured and organized around
their perception of it. The world of the
physical, on the other hand, excludes all of
these “meaningful things” that come with
perception and requires visualization to
construct its reality. It requires visualization because it establishes the arbitrary
notions for space and time that we cannot
directly see or perceive. Therefore atoms,
galaxies or geological time are concepts
that have “no reality for the animal.”

Gibson argues that animals can perceive
neither time nor space, as these are
“ghosts” of what we actually perceive:
events and surfaces. Time is an arbitrary
construct that we cannot perceive through
the body and as such is not even
considered in his theory. Embodied
experience is the criteria for considering
what is included in the realm of animals
perceiving their environment insisting on
the need for our information to be
collected through our positioning
in the event. Animals perceive their
environment through their bodies. punto.
Even if we cannot perceive time, the
perception of an event does imply a
particular experience: We decide when each
episode begins and ends and our field of
view is framed by our own corporeality.
Not only are parts of our bodies included
in our field of vision but even the presence
of our head blocks what we see from our
surroundings. Hence, Gibson elaborates,
when a “point of observation is occupied”
we are inevitably perceiving ourselves (our
egos) and this notion of self perception is
referred to as proprioception. Self-perception inherently implies uniqueness.
However Gibson brings back the shared

“One perceives the
environment and
co-perceives one self.”16

Anything too small or prefixed micro- or
nano- has to be left out. Nothing too vast,
sized mega- or gyga- may be considered.
If you are too slow or this takes too long:
“naca la pirinaca.” This theory excludes the
exact focus of my own research:

I am the animal
interested in finding
ways to perceive other
terms of animacy, what
appears to be both
imperceptible and
immobile.
53
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From lending my mobility to plants to
borrowing their stillness

“Reframing our world, our problems, and
ourselves is part of the ecological project.
This is what praxis means- action that is
thoughtful and thought that is active.
Aristotle asserted that the highest form of
praxis was contemplation. We shouldn’t be
afraid to withdraw and reflect.”17
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Standing is a way of making a stance, a
response to productivity associated with
speed and to making as the essence of
artistic practice. To stand with is a form
of solidarity and stillness is a means to
awareness. Dejar de moverse abre el oído,
dejar de mover la mente abre los sentidos.
Awareness is a muscle.
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From stillness to the first step
Still standing, I became obsessed with the
idea of the first step.
If you have been immobile for a long, long,
long time and then you are granted
movement: what do you do with it?
After that amount of time can you imagine what a first step feels like? It immediately becomes an aware one, I think. It
gains weight and significance; I imagine
you appreciate it and use it wisely. From
my perspective, this idea seems relevant
to ecological thinking, as it establishes a
parallel with the relationship between our
intentions and our footprint (the impact of
our acts).

58

I started wondering about the sound of
that first step pulling itself out of the
ground and fantasized with the projection
of this small gesture resonating like
thunder in space. I strapped contact
microphones around my foot, buried it
under the ground and then waited.
Once again I stood still for a long, long,
long time and then slowly started to pull
my wired foot out of the ground. This specific type of microphone allowed me to pick
up not sound waves travelling in the air
but vibrating through the contact points
between my foot and the ground.

Buried foot with contact mics on top and bottom to record an intentional step.

The specificity of this microphone is as
important to me as performing the stillness
that preludes this conceptual and physical
step. The sound collected is sourced from
a real experience and captured from that
vibrating space of contact.

If suddenly granted mobility, where would you
take your first step?
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After long periods of time standing with
the trees, I collected sound recordings of

the first step --> CARBON FOOTPRINT

the micro gesture of my
foot slowly pulling itself
off the ground so I could
then project it
as a roar in space.
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[CON]TACTO
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[Con]tacto
Contact in Spanish can
be broken down as:
con + tacto
=
with + touch

Contact implies an appreciation through
touch, and the quality of touch that requires tact.
An online dictionary defines tact as:
“Acute sensitivity to what is proper and
appropriate in dealing with others,
including the ability to speak or act without offending.”18
This definition draws attention to the side
of the word that speaks of an interaction
with another. Another person, another
material, another voice. There is no
delimiting distance to define otherness,
especially when considering that
[Con]tacto is the way for [Nos]0tros
to relate. The otherness can and will be
within us, with us.19
[Con]tacto in my practice is the stick
that allows me to touch and in as a result
understand the qualities of [Nos]0tros.

Even across distance I
can somehow perceive
your being-ness. I can,
through touch, begin
to understand what it
feels like over there. And
handle it with care not
because something will
break but because the
contents matter.

CONTACT IMPROVISATION
A definition for contact improvisation
reads;

“two bodies must come
together to create a
point of contact… give
weight equally to each
other, and then create
a movement dialog that
can last for an
undetermined amount
of time”20
Could this not be used word by word to
describe an ecological aware practice?
I think about our relationship with the
environment, and the impact of our touch.
Whatever we do has an impact. There is
definitively a wide spectrum between
the positive and negative qualities of our
touch, yet no action is unperceived. A
dance technique may provide a sensorial
explanation of this aware practice, one
that can be felt.
Touch initiates movement, and it is the
way we relate to others around us in a
conscious exchange of weight, in a tacit
negotiation of space with a peripheral
awareness of the other presences cohabiting with us.
Contact improvisation training includes,
among other, orientation to partner,
orientation to space and the expansion of
peripheral vision. Since the distance between different dancers varies, even if not
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in direct contact with another, the space
between them is perceived and peripherally
considered. Analogously, I do not need to
be touching a sea turtle to understand that
my moves when discarding the plastic rings
from my six-pack will create a response on
their side.
This is the first challenge: maintaining
awareness of other presences not in full
sight or immediately perceivable but still
sharing the same space with us. This tuning
into others will necessarily influence our
moves and lead us to consider a
supra- social dynamic of call and response.
That is, how they respond to our prompts
and how will we respond to their call.
Which leads to the second and perhaps
bigger challenge: that of staying engaged
in the conversation where coherent action
follows. In order to inspire behavioural
change, the engagement must be sustained. Paxton describes dancers touching
themselves internally and hence allowing
their whole body to remain concentrated.
This is key.

Change needs to move
from extrinsic social
awareness to intrinsic
physical response where
the body responds before
the mind rationalizes
action.
The platform for change is in the body, not
in the cities or in the woods, but through
internal realizations that are concretely
felt. Using the idea of touch as a way to
come to know, and as Paxton prompts, not
necessarily using our hands but touching

from head to foot with anything/everything else but the hands.
He describes his technique as a flexible
framework where it is up to the dancers to
develop the relationship that holds “to the
ideal of active, reflexive, harmonic, spontaneous, mutual forms. The ideal creates the
attitude which is manifest in the quality of
energy use.”21 My practice is searching for
a haptic equivalent to contact improvisation, finding my own framework to initiate
concrete awareness and a deep, personal
understanding of our relationship to the
[Nos]otros that cohabit with us.

physically struggling to live the concept.
Experience the thought. Follow that line of
thinking and take it to action so that the
speculation allows for a different sort of
“dance”. I score for performance and invite
others as well. Some of the prompts act as
a form of role-play where we become tools,
extensions, occasionally mute or weirdly
vocal, foreign or an actual home. Let us
touch upon our own otherness.w

SCORES AND ECOLOGY
Scores: I am borrowing from the language
of performance, music and dance. Because
these are not recipes or experiments that
need to be followed step by step in order to
achieve a specific outcome that would be
impossible any other way. These are not
instructions or musts; they are prompts
that are open to interpretation. They lay
flat on a page quietly vibrating as they
wait for someone to pick them up and take
them to the ground and explore them.
Scoring for connectivity is a method of
studying other’s behavioural patterns,
movement and structural form. To recognize and begin to inhabit these gestures,
so that I can later incorporate them into
my vocabulary and have them at hand for
other daily interactions. Son sugerencias para
probar maneras distintas de relacionarnos. Todas
las que pruebo yo antes de sugerir a alguien más
que las viva. They become an open invitation
for a common place between [Nos]otros.
The issue is not “out there” but rather in
the middle and it calls for us to get down
and engage with the messy process of
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aaaaaaa-lienºdai-tºly
During the month of November, I collected the daily temperatures for Lima and
Providence. Still feeling with one foot in
each place I was interested in temperature
representing distance.
The focus of my recordings was the difference between them. At the end of the
month, I used these values to make daily
alterations in reverb, pitch and delay for a
recording of a voice saying the word: alien.
The sound of the word changed from its
recognized pronunciation to become a
soundscape of unidentified nature.
The foreign sound of the space in-between.

ALIEN
A: without
LIEN: bond, connection
in french

Temperature as distance:
alien soundscape
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Front and back scans of index cards for daily temperatures in Lima and Providence. November 2013.
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Video documentation of a Mandarin -Spanish conversation

Spanish - Mandarin
______
00:10:44
I wonder what you are thinking about
when I am talking, what are you thinking about when I am talking? Because
when I am listening to you talk, I hear
the sound of your voice and I’m trying
even to guess what you are saying and
I’ve been thinking how, well speaking
now about the body, arbitrarily about
the body it is a word you can use in
many mediums. You can talk about the
body of work, a person’s body, the body
of language and …how would you say
body in Mandarin?
______
00:11:30
Your smile seems confusing to me now…
I can’t guess what you’re talking about.
Sometimes it’s a moment when I suddenly understand your talking but next
seconds I drop in the mist again. It
might be the gap of language I guess.
______
00:12:05
And also how do you use it? Because I
don’t know if you use the word body
like we would use it in Spanish or how
would it be used in English. Some of the
words I use in Spanish don’t have the
same use in English many of the words
in I use in Spanish don’t have the same
use in English and I was thinking about
the body and its roots, how a tree has
roots and each root takes you to a different place. In language we do not have
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the same roots. I think that is a pretty
picture that you and I don’t have the
same roots, our cultures are so different
but in some way we are trying here to
meet in a tree.
______
00:13:01
Maybe it’s true. I think… Uh, can you
explain your meaning a little more? I
feel the shorter the talking is, the more
difficult to understand the meaning
of it, in the opposite, it’s much easier
to guess for long talking. What do you
think?
______
00:13:43
No, I am just thinking about, about if
this is thinking out loud, if it is having
a conversation, if it is what I am expecting of it… I think it should be just a
conversation.
______
00:14:08
Yes it seems everyone is so different
actually. For example, your talking
itself is expressive without evaluating
the language part, but my tone might be
more flat without showing much emotion flux, I don’t know if this will cause
difficulties on understanding.
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Stills from videos of reenacted messages home.
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EPP: that stick, art
The notion of the haptic invites us to
perceive the world by moving in our
surroundings and explains that by
perceiving our environment we will
necessarily co-perceive ourselves. Both
perceptual experiences are not the same
but interdependent. Moreover, the limits
that determine where the self and the
environment begin or end are continually
shifting.
This fluidity does not refer to a porous
exchange between boundaries on a cellular
level, because we could not perceive that
with the unaided eye and hence, in Gibson’s terms, falls outside of the realm of
the ecological. In contrast, the
psychologist describes our perception
through the use of tools as an opportunity
to experience how,

“the boundary between
the animal and the
environment is not fixed
at the surface of the
skin.”21
The use of tools allows touch to be transferred from the tip of the tool to the rest
of our bodies.

I understand this notion through my own
experience and immediately see myself
standing on a shore. There I am, in front
of this translucent jellyfish, a purple and
magenta spotted body, clearly incomplete
and out of place. There it lays, a being from
another world, here and now reduced to
an inert remain. The urge to engage with
it can be described as curiosity but that
probably falls short. This is closer to a need
that leaves no alternative. I have to touch
it, feel its texture and test its reaction. I
know I cannot do so with my bare fingers
because they will sting. I know because I
have tried before.
What do you call curiosity that defies
stinging?
In Peru, our fruit popsicles are called
glaciales: glaciers. I just had one, can’t remember the flavour but that is okay
because the useful part of it now is the
stick I kept next to my towel. I go find it
and come back. The rest continue their
flow: splashing, melting, toasting, being
buried or floating, and yet here we are as
if it were the first time, sharing the
suspension under purple light.
This is probably why Gibson refers to animals perceiving meaningful events instead
of arbitrary units of time.

Meaning like tools, can
shift the limits of our
perception.
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With this stick I’m am able to come closer
to the transparent-ish blob, touch it and
still maintain safe distance. After some
hesitation and a couple of micro
rehearsals still in the air, I slowly reach it.
The first contact makes me bounce back
twice as fast and shake my arms because
even though I did not use my finger
directly, I still feel its not-entirely-firm
texture resisting the push. It made my
whole skin shrink for a second, not out
of fear or disgust but rather from feeling
uncertainty electrically transmitted by its
corporeality.
I do not know how to spell the sound you
made…
The notion of transferred sensation
through the use of tools has been used in
the studies of prosthetics and coined as Extended Physiological Proprioception, E.P.P.
In 1974, D.C Smithson presented his
research on the development of biological
control over man-made systems attached
to the body, focusing on how the brain
assimilates signals from external limbs as if
their own.

E.P.P serves me as a
metaphor for art.
I believe art can be that
stick; the tool that
becomes a physical
manifestation of the
distance between
ourselves and everything
around us. It represents
the space in-between
and, at the same time,
allows transference of
touch to serve as a
conductor for contact.
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TI 1200: yo quisiera saber lo que piensas de mí cuando no me ves
Obsolete instrument with feathered ear and growing mushroom
15.5 x 16.5 x 3.8 cm

Marte’ s: canned Tuesday.
Aluminium can rocketed by recycled shampoo tops and piled on sticky plant rolls.
8 x 28 x 10 cm
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Un micrófono puede ser un parlante (a microphone can be the speaker)
Limb, feathers, braids and curly hair. Real and modelled lichen, pins and pearls, sculpey, wood and coffee. Figure piled on microphones, piled on nature books.
58.4 x 33 x 30.5 cm
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Glossary
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Notes
1. Definition from Merriam Webster online dictionary. Web. 16 Feb. 2015.
http://www.merriam-webster.com/dictionary/we
2. I find language fascinating, the fact that I, the “first person”, comes before any other
form of being is quite indicative. Although this makes sense when we look into developmental psychology and find that during our early childhood we are not able to even
conceive of any other perspective or point of view that is not our own.
3. E.O Wilson, Stephen Kellert eds, The Biophilia Hypothesis (Washington D.C.: Island Press,
1993) 59.
4. Aldo Leopold, A Sand County Almanac and sketches here and there (New York: Oxford
University Press, 1989)
5. Balter, Michael. “Human Altruism Traces Back to the Origins of Humanity.”
Sciencemag.org, 27 Aug. 2014. Web. 15 May 2015.
6. Unless I am being paid for it... This study notes behaviour patterns in humans and
other primates before money is added to the equation. An economic transaction
changes the nature of the “behaviour”, the necessity that prompts both the offer and
demand of this service and hence the resulting “community values” that may be nourished by it.
7. Studies show decreased recovery time when patients have a window or view to natural
elements. Even having a poster or painting of a natural landscape in the room resulted in a quicker recovery than when in a completely enclosed environment. I find this
highly interesting from an artist point of view, because it shows representation mediating for an actual experience and still maintaining its effectiveness on some level.
8. ”Hydra.” Wikipedia. Wikimedia Foundation, n.d. Web. 10 Apr. 2015.
9. ”Hydra and Other Cnidarians.” Hydra and Other Cnidarians. N.p., n.d. Web. 10 Apr. 2015.
10. I was reading about birds’ electromagnetic orientation and found out that a single
plugged device even when not at work emitted enough electromagnetic signals to
disorient one bird. Now, I have become obsessed about unplugging everything around
me, I am annoying to my human cohabitants, I know, but I just cannot leave it.
Think about it: so many things are plugged in at the same time, as we speak. And this
probably does not seem that dramatic because the aftermath is not showing thousands
of lost birds; crashing into windows or wearing floral shirts in Canadian January. But
still.
Personally this is not something I had not heard referenced before, most “10 rules to
be green” list includes: unplug your device when not at use.
So, this makes me think about the following:
- How necessary is it to have a concrete and visual representation of a fact in
order to access meaning?
- How can a one-on-one relationship change the way we understand the implications of our everyday habits?
		
1 connected plug = 1 disoriented bird
1 + aware human = 1 - disoriented bird
- How do we connect with all those things we cannot perceive through our
human senses but are still harmful to other forms of beings?
How do we connect with all those things we cannot normally perceive?
11. I was thrilled to read about the beginnings of eco-theatre and find the bond between
home and ecology: “With the term ‘eco,’ Lee referred to the Greek word for ‘house’ or
‘home.’ She wished to turn the theatre - a place for seeing - into ‘a place for seeing
home,’ raising questions about our ‘home.’ “ Instead of a place for seeing I want to
address home as a place for experiencing/performing change. Christel Stalpaert and
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Karolien Byttebier in The Ethics of Art: Ecological Turns in the Performing Arts, Guy Cools &
Pascal Gielen eds. (Amsterdam: Valiz, 2014) 70.
12. Timothy Morton, The Ecological Thought (Cambridge: Harvard University Press, 2010) 4.
13. James Jerome Gibson, An Ecological Approach to Visual Perception (Boston: Houghton &
Mifflin, 1979) 43.
14. Ibid.
15. Ibid.
16. Ibid.: 126.
17. Timothy Morton, The Ecological Thought (Cambridge: Harvard University Press, 2010) 9.
18. Definition for Tact, http://www.thefreedictionary.com/tact. Web. 06 Apr. 2015.
19. I appreciate Donna Harraway’s use of language to describe a specific quality of touch:
“Visually fingering Jim’s dog involves touching all the important ecological and political histories and struggles of ordinary small cities that have asked, Who should eat
whom, and who should cohabit?” Using fingering for touch connects to the quality of
interaction that “The Great Divide” requires; getting dirty and real in a direct
quotidian conversation. Donna Harraway, When Species Meet (Minneapolis: University of
Minnesota Press, 2007) 6, 15.
20. “Steve Paxton.” Wikipedia. Wikimedia Foundation, n.d. Web. 15 May 2015.
21. Steve Paxton. “Contact Improvisation.” The Drama Review: TDR 19.1 (1975): 40-42. Web.
01 Feb. 2013.
22. James Jerome Gibson, An Ecological Approach to Visual Perception (Boston: Houghton &
Mifflin, 1979) 41.
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That’s not my name. Picket fence (white on only one side), barricade and walking cane. 2.5 x 0.91 x 0.95 m.

104

105

A veterinarian friend once told me that in order to avoid depression in the lions at the
zoo, the caretakers would feed them their portion of meat inside a big block of ice. The
process of trying to get to the meat served as a stimulating challenge.
For me, knowledge can be that piece of meat. When engaged (obsessed) with a question,
the answer can feel as if locked in a block of ice. Not entirely accessible, but still close
enough for me to get a glimpse through the solid translucency, I know it is in there
somewhere; I can smell it, and therefore will not “drop it.”
As you might imagine, the lion will not limit its struggle for access to only one side of
the block. Neither will I. I am interested in the art making process that serves as a probe:
a means for investigation. I enjoy approaching a question through different angles and
perspectives. I think it is the focus with which one maintains a question or topic for a
sustained, hungry amount of time that causes the divides between mediums and
disciplines to blur.
My “meat”, what drives me, is the attempt of gaining insight into the other side that I
cannot normally perceive. I understand my research, as a way of repeatedly searching
for different ways to break distance. And, regardless of the amount of translations into
drawings, writing, performances, video, sound, sculpture and experience that I have been
engaged with, I have probably gotten only a first taste and this is why I am still hungry.
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